first category, the other two are really on the fringes of the Ars Nova repertory, not being quite the same in nature as the music of those composers mentioned above; the latter two foreshadow or duplicate trends evident in the period of Dufay. As far as can be determined, none of the four is available in modern edition.
The four polyphonic works in this leatherbound antiphoner of 362 folios are distributed randomly amidst the large quantity of monophony. Although I-CF57 was probably compiled in the late fourteenth or early fifteenth century, a portion of its contents was initially composed centuries earlier. The first two polyphonic pieces (Exx. 1 and 2, both of which predate the manuscript) reflect the prevailing characteristics of the non-mensural square notation, but the other two (Exx. 3 and 4) are mensurally notated and are clearly later additions to the manuscript. The first two employ color coding -red (non-mensural) and black notation to distinguish the two voices -and perhaps reflect earlier Paduan influences. 1 The three-voiced compositions are recorded in a black Ars Nova notation, devoid of the ars subtiJior indulgences. While the four pieces to be discussed do not qualitatively or quantitatively reflect the prevailing nature of I-CF57, each of them merits comment on account of certain peculiar features.
The first of the four, Missus ab arce veniebat (Ex. 1), judging from the rubric "Prosa super tamquam sponsus" which appears at the top of the composition, is a prose or sequence -but if so, it is a rather unusual one. Normally, polyphonic sequences from the period of their inception into the Western tradition centuries earlier, would unfold in a series of at least three or more double versicles. In this case, a single versicle in two voices is followed by a monophonie versus to the text of the antiphon Tamquam sponsus. 2 The first part of this melody, the melisma over the tamof tamquam, duplicates the upper part of the polyphonic versicle, then launches into an expansive monophonie setting of the antiphon, thus breaking away from the successively repetitive norms of sequence writing. This appears to be a free adaptation of the troping process rather than a sequence proper. Furthermore, the whole musical process is repeated immediately thereafter in a "Prosa super Gloria patri," 3 a contrafactum of the preceding "prose." Rather than a sequence, we are apparently presented with an antiphon trope followed by a doxology trope. It is unclear as to whether the two would be performed at the same time (in succession) or as separate entities on different occasions.
The original notation of Example 1 consists of square notes, ex omnibus Jongis, which is not unusual for sequences, but the use of red longs to distinguish the parts is. In the transcription the black notes are put on the upper staff and the red notes on the lower; although the voices cross a number of times and could be switched, the upper is likely the principal one since it is repeated in the versus. The text throughout is not characterized by the balance and symmetry common in post-eleventh-century sequences and gives no hint that it should be metrically interpreted. The imbalance, along with the lack of rhyme, and because of the extensions in the contrafactum, suggests a non-mensural interpretation of rhythm. If this is to be considered a sequence, it is out of step with mainstream developments; this is perhaps explained by the remote location of Cividale and possible lack of contact with developments elsewhere. In any case, it is better considered an addition to something préexistent, a sense in which the term "prosa" is sometimes used (see Kelly 1977:366-90) .
Example 1
Quem ethera et terra (Ex. 2) resembles Example 1 in its notational methods (ex omnibus Jongis in red and black) and in some passing stylistic features, but it differs in format, and what is more important, offers rare yet specific information on performance practice. Formally, Quem ethera unfolds in an orthodox manner for the sequence (progressive double versicles), but it does alternate monophony and polyphony as in the previous example, albeit in a more structured manner. In this case the monophony is less protracted and not underlaid with text. The implication is that the syllable "E" should be vocalized in a kind of cauda to the half versicle preceding. The "E" could indicate such a vocalization or it could be an abbreviation for "Eadem," thus indicating a repeat of the same words that preceded it; or it could perhaps indicate a word such as "Emmanuel" found in the text or some other such word. In any case, the resultant form involves fourfold repetition linked with alternatim between polyphony and monophony. The alternation of musical textures is emphasized by an associated method of performance, or performance forces, which are specified. The rubric at the top states: "Dicta repeticione dicatur sequens prosa et dicatur in choro chorarii" (I-CF57:f. 28v.). This rather redundant and unclear directive tells us, apparently, about repetitions, chorus, and soloists. Its meaning is clarified by the words "chorus" and "chorarii" inserted throughout the music (reproduced on Ex. 2). The "chorarii" were likely soloists; the "chorus" perhaps a larger, less skilled group of singers. Soloists, therefore, would initiate each versicle with a polyphonic duet, followed by the choir which would repeat what it had heard in a simpler monophonie style. It is impossible to say whether this method for performing a sequence was peculiar to Cividale, or symptomatic of a more general performance practice. This particular sequence, with its asymmetrical text and unbalanced structure, had been known elsewhere in Europe long before its inclusion in the Cividale manuscript. 5 The manner of performance, spelled out here, at the least offers a potential alternative to more condensed or uniform presentations.
Chorarii Example 2
While the first two polyphonic items in I-CF57 belong to the sequence orbit, the other two are hymns. The latter do not have concordances in the repertory of Cividale as the sequences do, though they are to be found in manuscripts from other centers. The history of the hymn, needless to say, stretches back to Ambrose and antiquity, insofar as monophonie settings are concerned. However, "except for a few isolated examples such as the famous voice-exchange hymn found with a number of texts in sources up to 1400 ... the history of the polyphonic hymn properly begins with the group of ten settings for three voices in the Apt manuscript (F-Apt 16 bis)" (Ward 1980a:841). The Apt manuscript was probably composed for the papal court at Avignon in the last quarter of the fourteenth century and its contents undoubtedly touched some of the Italians working there. Furthermore, fragments from music of Philippus de Caserta, Jacob de Senleches, and Zachara da Teramo in various manuscripts from Cividale may be associated "with the presence in Cividale of the papal court and of the council in 1409" (Petrobelli 1980:423) . This direct connection between Avignon and Cividale at about the same time as the recording of the two hymns discussed below, perhaps helps to explain their inclusion in a rather different repertory, their provenance, and their approximate date.
The two hymns share certain obvious characteristics -they are about the same length, both only record in the manuscript a single stanza of a longer poem, and both are for three voices. A number of subtle distinctive qualities in each, however, merits closer scrutiny. In several ways, the first of these, Letare felix Civitas (Ex. 3) is the more unusual of the two. Recorded in à notation quite different from that prevailing in the manuscript, it is obviously a later addition in what appears to be a more refined French Ars Nova script. The noteheads are exclusively black; with stems as needed they create a mixture of Longs, Breves, Semibreves, and Minims. The complete piece is on a single page (f. 308r) with the two upper voices positioned side by side above the tenor which in turn extends the full width of the folio. Though the music is carefully recorded for the most part, there are a few erasures and corrections in the top voice and the underlay (all voices are texted) is somewhat casual. Since in I-CF57 only the initial verse of text appears, the remaining strophes (2 to 8) are here supplied from Analecta Hymnica (Dreves, Blume, and Bannister 1886-1922:XXII,89) . According to this textual edition, the object of the poem is St. Donatus ("De Sancto Donato"), and the text survives in at least one other manuscript from the fourteenth century (see Dreves, Blume, and Bannister 1886-1922:XXII,89) , but is rarely to be found in other hymnaries. 6 In spite of its rarity, the text is couched in the familiar Ambrosian format (8/8/8/8 strophes) ; this polyphonic setting is unique, as far as can be determined.
There are a few hints in the poetry of Letare felix Ci vitas as to its place of use, purpose, and possible authorship. The word "Civitas" in the opening line may refer to Cividale itself in which case the hymn could be considered a local manifestation. It has not been possible for the present writer to establish a peculiar significance for St. Donatus in Cividale, but ... the use of a proper text for the feast of a particular saint instead of texts drawn from the Common of Saints indicates special veneration and can be an important clue helping to determine the origin of a manuscript (Ward 1972:173 Butler 1963: IV,178) . This is indeed a confusing array of Donati! The Donatus referred to in the poem must be the last-mentioned -Donatus of Fiesole. This is strongly implied in stanza 2 where his name is linked with that of St. Romulus, an apostle who flourished towards the end of the first century, who, according to legend, was brought up by a wolf, and most important, who became the first Bishop of Fiesole (see ibid.:III,22). Although we can be quite certain that the Donatus referred to is the saint of Fiesole, it is not quite as clear as Analecta Hymnica suggests that the poem is directed to him alone, nor is his status in Cividale clear. Since Fiesole is closer to Cividale than any of the centers associated with other Donati, or the other saints in the poem, it is to that city we should look for the origins of the hymn.
Unlike the other polyphonic pieces in I-CF57, Letare felix Civitas has a word beside it in the right hand margin, which apparently does not relate to the poetry, and which could be a name. This casually written, abbreviated word appears to read mechu, but each of the symbols in it could be construed in several ways: the initial letter could be an 'n' or 'm'; the V could be an abbreviated 'ae' or possibly 'a'; the V could be a 't'; the crossed 'h' could be interpreted in several ways ('he', 'hi'); and the 'u' could also be two Ts. The possible permutations and combinations are numerous, and when linked with other information, could lead to outrageous speculations. For example, the style of the piece is strongly reminiscent of Machaut (recurrent rhythmic cells, texture, syncopation, double-leading-note cadences) as the ascription in the margin resembles his name; yet he is not likely the composer of the piece in spite of its French notational and stylistic flavor. He is not known ever to have written a polyphonic hymn, let alone one for Fiesole. Another possible composer is Matteo da Perugia (d. ca. 1418). He and his acquaintance Filargo (who taught at the Sorbonne in the late fourteenth century) were thoroughly versed in the French culture centered at Avignon; "... there is no doubt that both of them considerably abetted the growth of French culture in northern Italy" (Gunther 1980b:829 Example 3
The fourth polyphonie composition in I-CF57, Iste confessor (f. 326), 8 is a more common hymn of the period than Example 3, since it is to be found in a number of manuscripts with differing musical settings. Example 4 is in a cruder hand than the other hymn (there is some carelessness with note and rest values), the lowest voice appears to be in a hand distinct from the upper two, and the notation is more Italianate (the dot of division is used for rhythmic organization). The numerous "concordances" vary in degree of textual and musical fidelity to this version: some are close, some remote. In Stablein's extensive monophonie hymn collection there are fifteen melodies listed for this text (1956:671) ; some of these are clearly related to, but none is exactly like, the tenor of Example 4. A loosely similar text, and melody with affiliations to the upper part is to be found in the Liber Usualis (Benedictines of Solesmes 1962 :1177 . Yet the parallels between Example 4 and some available polyphonic versions are closer than those to the monophonie sources. One of the closest concordances is to be found in the celebrated Apt manuscript 9 which includes "... a principal part of the surviving repertory of the Avignon papal court (1377-1417)" (Gunther 1980c:663) . The Apt version is nearly identical to Example 4 except in its inner voice which is less active. A two-voiced concordance (B-T190, f.29) employs the tenor of Example 4 as an upper voice in a late fifteenth-century source (see Fischer and Llitolf 1972:B IV/3, 334 The position and importance of Examples 3 and 4, then, differs somewhat, though both at one time may have stemmed from Avignon or composers working there. Example 3 is more esoteric, more independent in its upper voices, more syncopated, and generally more in tune with the ethos of the Ars Nova. Example 4 is a more commonplace, widely distributed hymn, in a simpler style, with only its inner voice serving to "animate" the essentially homophonic character. On the other hand, the text of Letare felix Civitas adopts the standard Ambrosian octosyllabic format while Iste confessor falls in the rarer Sapphic meter (see Apel 1958:424) -a minor paradox since the more popular piece has the less common text. If Example 4 dates from the period of the Apt manuscript, the last quarter of the fourteenth century, then Example 3 would seem to be a mid-century product, that is, one of the earliest polyphonic hymns in existence.
Overall this tiny collection of polyphony from Cividale tells us several things about developments in the late Trecento. The first two pieces inform us about troping processes, the creation of contrafacta, and possible methods of performance for sequences. The other two yield possible insights into the development and uses of the hymn on both peripheral and central levels. All inform us as to the kinds of music introduced and used in the church in Northern Italy and possibly Avignon in the late fourteenth and early fifteenth centuries. As such they constitute an informative microcosm of the greater European sacred musical tradition at the waning of the Middle Ages.
